Boston University Symphony Orchestra, February 15, 2011 by School of Music, Boston University
Boston University
OpenBU http://open.bu.edu
School of Music Boston University Concert Programs
2011-02-15
Boston University Symphony
Orchestra, February 15, 2011
https://hdl.handle.net/2144/30618
Boston University
Boston University College of Fine Arts 
School of Music 
presents 
Boston University Symphony Orchestra 
Gunther Schuller, conductor 
Mike W. Roylance, tuba 
Tuesday 
February 15, 2011 
· 8:00pm 
Tsai Performance Center 
Founded in 1872, the School of Music combines the intimacy and intensity of 
conservatory training with a broadly based, traditional liberal arts education at the 
undergraduate level and intense coursework at the graduate level. The school offers de-
grees in performance, composition and theory, musicology, music education, collaborative 
piano, historical performance, as well as a certificate program in its Opera Institute, and 
artist and performance diplomas. 
Founded in 1839, Boston University is an internationally recognized private research 
university with 32,557 sh1dents participating in undergraduate, graduate, and profes-
sional programs. BU consists of 17 colleges and schools along with a number of multi-
disciplinary centers and institutes which are central to the school's research and teaching 
mission. The Boston University College of Fine Arts was created in 1954 to bring together 
the School of Music, the School of Theatre, and the School of Visual Arts. The University's 
vision was to create a community of artists in a conservatory-style school offering profes-
sional training in the arts to both undergraduate and graduate sh1dents, complemented by 
a liberal arts curriculum for undergraduate students. Since those early days, education at 
the College of Fine Arts has begun on the BU campus and extended into the city of Boston, 
a rich center of cultural, artistic and intellectual activity. 
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Adagio 
Allegro Moderato 
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Symphony No.4 in E Minor, op. 98 
Allegro non troppo 
Andante moderato 
Allegro giocoso 
Allegro energico e passionate 
Gunther Schuller, conductor 
The composer, conductor, performer, educator, 
historian, author and record producing Gunther 
Schuller is, famously, a man of many musical 
pursuits. He began his professional life as a ho1 
player in both the jazz and classical worlds, 
working as readily with Miles Davis and Gil 
Evans as with Toscanini. He was principal horn 
of the Cincinnati Symphony from age sixteen and 
later of the Metropolitan Opera Orchestra until 
1959. 
In the 1950's he began a conducting career 
focusing largely on contemporary music, and 
thereafter conducted most of the major orchesh·as of the world in a wide 
range of works, including his own. He was central in precipitating a new 
stylistic marriage between progressive factions of jazz and classical, coining 
the term "Third Stream" and collaborating in the development of the style 
with John Lewis, the Modem Jazz Quartet, and others. 
An educator of extraordinary influence, he has been on the faculties of the 
Manhattan School of Music and Yale University; he was, for many years, 
head of contemporary music activities (succeeding Aaron Copland) as well 
as a director of the Tanglewood Music Center, and served as President of the 
New England Conservatory. 
Gunther Schuller's orchestral works include some of the classics of the 
modern repertoire written for the major orchestras of the world. Many of .. 
Schuller's purely orchestral works draw explicitly on visual influences wh.' 
invoking the Impressionist and late Romantic tone poems of Debussy and 
Schoenberg. 
Only one of Schuller's large orchestral pieces takes the generic title of 
"symphony": his colorful Symphony (1965), written for the Dallas Symphony 
Orchestra and premiered that year. Schuller himself, however, has described 
his Of Reminiscences and Reflections (1993) as a "symphony for large 
orchestra." Written for the Louisville Orchestra and winner of the 1994 
Pulitzer Prize in Music, Of Reminiscences and Reflections is Schuller's large-
scale memorial to his wife of 49 years, Marjorie Black. 
Concertos and concertante works for solo or small ensemble with orchestra 
form a large subgroup within Schuller's outpvt. He added notably to the 
percussion ensemble repertoire with his Grand Concerto for Percussion and 
Keyboards, featuring more than 100 percussion instruments, written for the 
New England Conservatory Percussion Ensemble (2005). 
As in his concertos, Schuller 's chamber music is for a range of both 
traditional and non-traditional forces, from the four string quartets and brass 
;_, oodwind quintets, to works for solo instrument or voice with piano 
an mixed-ensemble pieces. These works appear frequently on the programs 
of local and internationally known ensembles throughout the US, Europe, 
and Asia. 
Not to be overlooked are Schuller's original jazz compositions such as 
Teardrop and Jumpin ' in the Future, works that epitomize the composer 's 
"Third Sh·eam" approach combining the total-chromatic language of 
Schoenberg and the structural sophistication of the contemporary classical 
composer with the ensemble fluidity and swing of jazz. 
Schuller's advocacy of other composers through performance, publishing, 
recording, teaching and administration has been as unflagging in its energy 
and scope as his pursuit of his own musical expression. 
Mike W. Roylance, tuba 
Mike W. Roylance, born in Washington, D.C., was 
appointed principal tuba of the Boston Symphony 
. Orchestra in 2003 while finishing his graduate studies 
at DePaul University in Chicago. He attended the 
University of Miami and received a bachelor of arts 
, from Rollins College in Winter Park, Florida. At Rollins 
College, he served on the faculty conducting the brass 
ensemble and directing the Pep Band. He was also 
professor df tuba and euphonium at the University 
of Central Florida. While in Chicago, Mr. Roylance 
performed with the Chicago Symphony Orchestra, Minnesota Orchestra, 
and Seattle Symphony Orchestra, and he was the principal tuba of the Civic . 
Orchestra of Chicago for the 2001-02 season. Prior to joining the Boston 
Symphony in 2003, Mike spent fifteen years as a freelance musician and 
teacher in Orlando, Florida. He performed on tuba and electric bass in a 
wide genre of ensembles such as orchestras, chamber groups, Dixieland 
bands, big bands, and Broadway shows. He was a member of Walt Disney 
World's "Fuhue Corps" and the Walt Disney World Orchestra. While living 
in Orlando, he was also a member of the Rosie O'Grady's Dixieland Jazz 
Band as well as the Sam Rivers RivBea Jazz Orchestra. His career includes 
performances throughout Europe and Japan. Mike Roylance has studied 
with such notable players as former University of Miami professor Connie 
Weldon, James Jenkins of the Jacksonville Symphony, Bob Tucci of the 
Bavarian State Opera, former Boston Symphony Orchestra tubist Chester 
Schmitz, Gene Pokorny of the Chicago Symphony Orchestra, and Floyd 
Cooley, formerly of the San Francisco Symphony. Mr. Roylance currently 
teaches at Yale University, the New England Conservatory, and Boston 
University. An avid pilot with an instrument rating and an active cyclist, 
Mike Roylance lives in Boston with his wife Amanda their two daughters. 
John Page, Acting Director of Orchestral Activities 
John Page's conducting career began as a finalist in the 
Dublin Conducting Masterclasses with the National 
Symphony Orchestra of Ireland in 2000. Prior to this he 
studied at King's College London, University College 
Dublin, Trinity College Dublin, and Harvard University. 
His formative conducting studies were with Gerhard 
Markson, principal conductor of the NSOI, and with 
world-renowned conducting pedagogue, George Hurst. 
In Ireland, his 2002 performances of Viktor Ullmann's 
The Emperor of Atlantis with Opera 1lleatre Company 
garnered the prestigious Irish Times Opera of the Year 
award and he was subsequently invited to give a Lyric FM broadcast concert 
with the NSOI. As a recording artist, he returns frequently to Ireland to 
record with the Irish Film Orchestra; among his most recent recordings is the 
platinum disk winning PBS show, Celtic Woman . 
In 2003 John Page moved to Boston as Zander Fellow to the Boston 
Philharmonic Orchestra, an honor that was extended to the following 
year. He became Music Director of the NEC Youth Chorale in 2004 and 
subsequently developed close links with Walnut Hill School as Director 
of the WHS chorus and conductor of the WHS Gala orchestra. He was 
appointed to the newly created position of Assistant Conductor to the Boston 
Philharmonic in 2005 and the following year was invited to join the Faculty 
of New England Conservatory as Resident Conductor and Music Director of 
the NEC Sinfonietta and, later, NEC Symphony. 
Whilst living in England John Page worked with Modern Band at the Royal 
Opera House and Surrey Opera. He also assisted Benjamin Zander in his 
Philharmonia recordings of Mahler's First, Third and Sixth Symphonies 
and most recently the Grammy-nominated recording of Bruckner's Fifth 
Symphony, all released under the Telarc label. 
q 
:More recently John Page was Director of Large Ensembles for the New York 
City based Mimesis Ensemble, a group dedicated to the performance of 
rnusic by living composers. He performed with them at the Kennedy Center 
(DC) and in Symphony Space (NYC) as well as conducting numerous studio 
recordings. In 2009 he began his continuing role as cover conductor for the 
I nd Symphony Orchestra, Maine, and travelled home to his native 
hern Ireland to conduct the BBC Ulster Orchestra. 
In spring of 2011, John Page will be Visiting Associate Professor of 
Instrumental Conducting at Boston University. 
Ralph Vaughan Williams Season 
Ralph Vaughan Williams 
David Hoose, Music Director 
October 3, 2:30 pm - Longy School of Music 
Cantata Singers Chamber Series presents 
Vocal Chamber Music of Vaughan Williams and Friends 
November 5 and 6, 8:00 pm - Jordan Hall 
Vaughan Williams: Flos campi , with William Frampton, viola 
Vaughan Williams: Oboe Concerto, with Peggy Pearson, oboe 
Wyner: Give Thanks for All Things 
(World Premiere of CS Commission) 
additional works by Imbrie · Fine 
January 14, 8:00pm- Jordan Hall 
Vaughan Williams: Riders to the Sea, one-act opera (semi-staged) 
Vaughan Williams: Three Shahespeare Songs 
Vaughan Williams: Loch Lomond 
additional works by Elgar · Holst · Finzi 
March 18, 8:00 pm and March 20, 3:00 pm- Jordan Hall 
].S . Bach: Mass in B Minor 
May 13, 8:00 pm- First Church Cambridge 
Vaughan Williams: Mass in G Minor 
additional works by Bernstein · Ives · Howells 
For more information call 617-868-5885 or visit www.cantatasingen.org 
Program Notes 
Prelude to The Creation 
Franz Joseph Haydn 
In the last decade of the 18th century, when Franz Joseph Haydn went to 
England to produce the twelve London Symphonies, he had achieved 
the height of his fame, putting Mozart and all the Italian contemporary 
composers deep into the shade. While there, Haydn attended performances 
of a great Handel festival, featuring performances of the late oratorios with 
gigantic orchestras and choruses. Samuel Arnold had recently published 
an edition of Handel's works in thirty-six volumes that inspired this 
resuscitation and revival. Handel himself would have been amazed by these 
performances, as half a century earlier, he felt fortunate to perform these 
works with a grand total of twenty players and about the same number of 
singers. 
Haydn, deeply moved by these events, had never imagined anything on a 
scale like this, and soon decided to emulate Handel by writing an epic-scale, 
Biblical oratorio of his own. The idea of employing the opening book of 
Genesis for such an undertaking did not immediately come to him, but by 
1796, he had in his hand a working libretto based almost as much on John 
Milton's Paradise Lost as on the scripture. The long, complicated story 
of its composition, revisions, recasting and collaboration with the English 
librettuist Thomas Lindley, and the German translator and editor, Baron 
Gottfried van Swieten would take too long to retell. Suffice it to say that this 
piece occupied more of Haydn's time and gave him more trouble than any 
other he ever wrote. Its official premiere, attended by great fanfare, took 
place in Vienna's Burgtheater on March 18, 1799, to a success unprecedented 
in Haydn's life as well as in the history of the oratorio as a genre. Withir' 
five years, Creation triumphed in Prague, Berlin, Paris, Amsterdam, London 
and Edingurgh. In 1815, the Boston Handel and Haydn Society was 
founded essentially to perform the oratorios of the two masters, especially 
Messiah and Creation. 
This evening's concert features just the Prelude to the oratorio, so a 
discussion of the whole need not occupy us further. The Prelude limits itself 
to the very opening sentences of Genesis, the famous portrayal of the chaos 
before God's intervention, as the Revised Standard Version says: 
In the beginning God created the heavens and earth. 
The earth was without form and void, and darkness 
was upon the face of the deep. 
'fhis section ends with the famous line "Let there be light" answered by a 
fortissimo chorus: "And there was light." Tonight we stop just short of that, 
50 the entire evening begins in chaos, and we all hope, works its way towards 
order and aesthetic satisfaction! 
composer in the classical tradition of Sammartini, Pergolesi, Gluck 
the portrayal of chaos posed a daunting challenge. The age of 
the minuet resisted uneven phrases, wild harmonies, eerie sonorities and 
sci-fi-like special effects. The divine right of kings to control every class of 
European society created an inflexible set of rules and regulations reflected 
by the music of the age. One would imagine that the very thought of such a 
description would fall outside the limits of Haydn's or any of his colleagues' 
imagination. Some few rather feeble models existed, however, in chromatic 
experiments by composers, especially in some operatic mad or storm scenes. 
One model stood far above the others, and to it Haydn must have turned, for 
the opening of this work so closely resembles it-the source being, of course, 
Mozart's K. 465, known as the "dissonant" string quartet. 
Both works employ C minor, both begin with a naked C sounding alone, 
both use some of the same harmonic devices to create a sense of disorder, 
not to mention the potential for impending doom. Mozart begins with a solo 
cello playing a throbbing bass C, Haydn opens with the entire instrumental 
ensemble playing a C in several octaves, at first very loud but gradually 
dying away, held by a fermata for a long time (in my humble opinion, 
for as long as the orchesh·a can keep it going), probably representing that 
moment when God thinks, "I must make a universe." Haydn had begun 
many works with an opening unison or tonic chord, but never one with so 
startlingly dramatic and meaningful a gesture as this one. Handel had never 
a·, pted so huge a subject, and Haydn knew that he niust make his effort 
n mental. 
Mozart and Haydn both proceed to add an E-flat and then an A-flat to the 
bass C; the rules of harmony tell us that this functions as an "A-flat major 
triad in first inversion," when in actuality, what both composers have 
essayed, in a revolutionary way, must be heard as a C minor triad with A-flat 
as an upper neighbor needing to resolve to G. Mozart does resolve to G only 
to add a mysterious A-natural to the mix, creating the dissonance about 
Which theorists have debated ever since. Haydn, on the other hand, adds a 
semi-chromatic line that circles from F and F-sharp to A-flat before coming 
to the intended resolution-only to interrupt this arrival with a disconcerting 
loud reiteration of the supposed A-flat major triad. After this the Mozart 
rnodel and the Haydn gloss upon it diverge, for Mozart heads towards a goal 
that he will reach in twenty measures, while Haydn will twist and turn for 
much more time than that to pursue his chaotic vision. It may be of some 
parenthetical interest that Rossini would further gloss upon Creation in his 
depiction of the Old Testament plague of blood in his Mose in Egitto of 1818. 
Further analysis of the musical events in this prelude would serve the 
equivalent function of explaining the punch lines of jokes. Allow me to 
point out, however, that some of the most surprising ideas occur in the 
bassoon and clarinet parts; also that the usual four-measure regularity of 
phrases common to the music of this age give way to all sorts of elisions, 
extensions and almost ametrical occurrences. Of all the factors in this piece, 
the unpredictability of the harmonic rhythm may be its most non-classical 
feature. Yet it seems tame to us, 220 years later, especially compared to 
Arnold Schoenberg's setting of a similar theme in 1945 in his Prelude to the 
Genesis Suite entitled "And the earth was without form." A subject like this 
seems natural to the style of Schoenberg as well as to the middle of the 20th 
cenhuy, with its horrors, which then included the Nazi Holocaust and the 
Second World War. In Haydn's relatively innocent age, notwithstanding the 
French Revolution of the 1790s, finding music for such a subject appears 
anything but natural. 
All of the text above explains why I want you listeners tonight to try to put 
yourself in Haydn's time when you hear this, and imagine the unsettling 
effect it had on those who heard it for the first time. This task may be all but 
impossible, but if you try to do this, it will enhance your feeling for this very 
special work. The Prelude does not last long, so the effort and concentration 
on its details will not tax you unduly. Then you may be able to deeply imbibe 
the fullness of Eine neue Welt entspringt auf Gottes Wort (this new world that 
arises out of God's word.) The vision here may entirely differ from the "Big 
Bang Theory," but the faith that animates it still lives in our troubled world, 
for better or worse ....... . 
-Joel Shevet . 
Professor Emeritus of Music 
Boston University 
Tuba Concerto No.2 for Tuba and Orchestra World Premiere 
Gunther Schuller 
I wrote a concerto for tuba way back in 1960 for the late Harvey Phillips, 
the great h1bist of our time. It was called Cappricio for Tuba and Chamber 
Orchestra. Forty-seven years later, by which time Harvey had retired fro~ 
performing and from his Distinguished Professorship at Indiana Universi ty, 
I received a call from him in which among other things he said "You know, 
Gunther, I would like there to be another tuba concerto from you." He 
bstantiated his wish by offering an actual commission, even though he 
:ew that he would never be able to perform the work and might not even 
be able to hear it premiered. (Harvey Phillips died on October 20th last year.) 
Tonight's performance is its world premiere. 
{: as recently as fifty years ago the tuba was still regarded as a 
~~ ghingstock of the orchestra, stereotyped as the instrument that could oom 
of oom pah in a marching band. Harvey, inspired by his teacher William 
Bell-long-time member of the New York Philharmonic, and the first 
rrue artist on the tuba -initiated a revolution in tuba playing that clearly 
demonstrated that the instrument could produce the whole range of musical 
expressions from the subtlest most refined lyricism, to the utmost technical 
virtuosity, equal to any other orchestral instrument. Three generations later 
the soloist tonight, Michael Roylance, is one of the many beneficiaries of that 
earlier artistic breakthrough. 
Concerto No. 2 for Tuba and Orchestra was composed in about four weeks in 
the spring of 2008. It is a big piece in four contrasting movements. It seemed 
natural to me to prominently feature, along with the solo tuba, other low-
register instruments. The piece starts with a dark harmony in five solo string 
basses, answered by the solo tuba and a little later by the contrabass clarinet. 
At other times throughout the piece the contrabassoon and bass clarinet 
make prominent contributions. In the last movement there is a Cadenza 
which briefly features a two-tuba duet. But by sonoric contrast with the 
darker sounds the Concerto also presents many shimmering high-register 
sounds in the violins, and eventually the whole rich and varied coloristic 
palette of the modern orchestra. 
The second movement, in a lighter mood, includes a Scherzando 
' ·on, showing the tuba's amazing agility as well as a few tricky metric 
t'.. ulations. The slow third movement (Arioso) presents the tuba in its most 
lyric, singing, gently expressive vein. 
The Finale begins with an introductory orchestral explosion, aided and 
abetted by four screaming piccolos and various turbulent brass outbursts. 
It eventually modulates via a calmed dowrt horn quartet to the movement's 
main body, an energetic, driving Allegro. A quieter sustained episode offers 
occasional sporadic quotations from my earlier Cappricio tuba concerto. 
The tuba's solo cadenza leads to a return of the initial Allegro energico and 
ultimately to a boisterous climactic ending. 
-Gunther Schuller 
Symphony No.4 in E Minor, op. 98 
Johannes Brahms 
4 
Johannes Brahms was born in the Free City of Hamburg on May 7, 1833, and died in 
Vienna on April3, 1897. Brahms's first mention of the Fourth Symphony is in a letter 
of August 19, 1884, to his publisher, Fritz Simrock. The work must have been com 
about a year later at Miirzzuschlag, and in October 1885 Brahms gave a two-piano 
reading of it in Vienna with Ignaz Briill for a small group of friends including Eduard 
Hanslick, the surgeon Theodor Billroth, and the historian and Haydn biographer C.F. 
Pohl. Brahms conducted the first orchestral pe1jonnance at Meiningen on October 
25, 1885. The North American premiere was conducted by Walter Damrosch with the 
New York Symphony on December 11, 1886. The symphony is scored for two flutes 
and piccolo, two oboes, two clarinets, two bassoons and contrabassoon, four horns, two 
trumpets, three trombones, timpani, triangle, and strings. Piccolo and triangle appear 
in the third movement only, contrabassoon in the third and fourth movements only, and 
trombones only in the finale . 
Brahms was forty-two when his First Symphony was introduced. No longer 
young, he was anything but old, not even by the standards of 1876. Yet 
composers before him had tackled symphony-writing much earlier-composers 
such as Haydn and Mozart and Beethoven and Mendelssohn and Schumann, 
who had already contributed so much to the repertory and whose music would 
continue to live, evolving into a G~eat Tradition in which Brahms saw a role for 
himself. 
Brahms had been an early bloomer, too. He was barely out of his teens when 
Robert Schumann wrote his famous "New Paths" essay in Europe's most 
influential music journal, the Neue Zeitschrift for Musik. Brahms, Schumann 
announced, was "the one .. . chosen to express the most exalted spirit of the 
times in an ideal manner, one who [sprang] fully armed from the head of Jo 
... [A] youth at whose cradle the graces and heroes of old stood guard." Th 
young composer was famous as soon as the papers hit the newsstands. The 
pressure was on, and it all but stopped Brahms before he could navigate toward 
larger-scale compositions than the piano works that had so excited Schumann. 
Part of the problem was that Brahms was a brutal self-critic. We know little 
about his working methods because he destroyed his sketches, but clearly he 
was no Schubert-someone who could sit at a coffee-house table and in fifteen 
minutes scribble a great song on a napkin. Brahms honed his material until he 
was satisfied, and he held himself to tough standards. Ultimately, through the 
fusion of hard work, reflection, and inspiration that makes for genius, Brahms 
recovered from Schumann's prophesy and fulfilled his promise in songs and 
piano music and chamber works and choruses. He acquainted himself with 
the orchestra, too. He was still in his twenties when he published his first two 
rchestral serenades and his Piano Concerto No. 1; he was in his early thirties 
~hen the German Requiem appeared. A symphony, however, was a different 
animal. 
He claimed to be intimidated by Beethoven. "You have no idea what it's like 
ar the footsteps of a giant like that behind you," he said, those footsteps 
~ nating through his psyche, making him question if he could ever do 
anything on a par with the author of nine symphonies that seemed to define 
the limits of what music could express. Maybe. But Brahms rarely came clean 
about anything, and when he appeared to reveal himself, he could have 
been trying to cover his own footsteps or steer the conversation in a different 
direction. He was a private man. TI1e reasons he wasn't producing were his . 
concern, no one else's; so the best answer to those who wanted to know more 
was a response as glib as a sound bite, defusing further talk on the subject. 
If you have ever engaged a builder for a construction or remodeling job, 
you understand that a word such as "completion" has no fixed definition 
or date. In making his First Symphony, Brahms went about his business the 
same way, getting the lines plumb, tearing out fixtures whose position he 
had miscalculated, waiting for material that suddenly was on back-order. 
But then the First Symphony was finished. Convinced now that he had what 
it took, Bral1ms wrote a Second Symphony just a year later. His last two 
symphonies are another pair, the Third receiving its first performance in 1883 
and the Fourth in 1885. The composer was fifty-two and starting to think of 
retirement. The first movement of his G major String Quintet is said to have 
started as a sketch for a fifth symphony, yet perhaps Brahms understood that, 
with his Fourth, he had gone as far as he could go in the genre that had taken 
him so long to conquer and of which he was now so clearly a master. 
"": 
. Brahms Fourth is at once a summation of its author's learning and 
t~ nique, and a work of art that for all its complexities cuts as close to the 
heart of the heart as music can .. One imagines that this is the work Brahms 
~lways wanted to write, the work that displays his essence most completely, 
1n which form and function are balanced, in which the technical means 
always serve expression and expression is discovered through technique. If 
any of Bral1ms's music conveys a world-view, this is it. 
Listen to the first sighs in the strings. A decade later, in the third of his Four 
Serious Songs, Brahms would use a variant of those sighs to set the words "Oh 
Death, oh Death." (In the song, the singer's address to Death continues with 
the Words, "How bitter you are.") Here, in the symphony, the voice is at once 
resigned and searching. Its broad phrases are transformed for a moment into 
a nervous figure in the winds before growing into a lament of deep Sehnsucht. 
'Throughout this movement, the nervous and the keening will alternate, and 
they fuse in the odd episode that sounds as though Brahms had entered the 
world of the tango, where dance steps offer a staccato accompaniment to 
long stretching lines. By the end of the movement, all this has changed. A 
chapter that began with music saturated in regret has taken on resolve. The 
broad searching phrases of the opening bars are compressed into projectiles 
of energy, gathering momentum until they erupt in a cataclysmic climax a 
a brief, unyielding denouement. 
The summons of a horn call begins the Andante moderato, outlining a figure 
that the winds take up, a pacing, tentative melody of closely spaced intervals, 
a melody that cannot range far from where it starts-we are still recovering 
from the upheaval in which the first movement ended. Soon, however, the 
possibilities of warmth in this theme are revealed, and high strings enter 
to transform tentatively ventured steps into a flow of confident forward 
movement. Staccato bursts end this, but their energy dissipates quickly, 
and in their place comes one of Brahms's most miraculously expansive 
creations. Even when those staccato jabs are later reprised in a more tortured 
form, the answer is the same. The opening movement was tragedy on an 
epic scale. The second movement is the response, offered in more human 
proportions. Look ahead once more to the Four Serious Songs, where Brahms 
makes explicit what he suggests here. His setting of the final song in that 
cycle bears no overt relation to this andante, but the words he sets there, 
from Saint Paul's First Letter to the Corinthians, could be this movement's 
motto: "aber die Liebe ist die grosste unter ihnen" -but love is the greatest 
of them (greater, as Paul says, than faith and hope)-words that, concluding 
the song, are set to the first expanse of long, comforting, major-mode melody 
Bral1ms allows himself in the cycle, acting just as the great song at the center 
of this andante does: as a calmative to the shmned and anguished music that 
precedes it. 
The aggressively upbeat scherzo seems initially out of place, given what 
comes immediately before and after, and yet it is utterly apt. We need some 
relief from the unremitting seriousness of the first two movements, and here 
Brahms supplies it. His humor has a crueler side. For this jubilant music will 
be followed by what, in 1885, was the most uncompromising, pessimistic 
conclusion ever heard in a symphony. 
In his first two symphonies, Brahms had followed Beethoven's model, ending 
each of those works in the affirmative. In his Third Symphony, he made a 
novel ending, choosing to finish in quiet resignation. Remember that this was 
a man who had spent the first part of his career wrestling with symphonic 
form and pondering his place in the tradition. By the time of his Third 
Symphony he was already adapting the form to his own ends. Having made 
that foray into shaping a symphony into a genuinely personal statement, 
., 
tte went even farther in the Fourth- farther than anyone since Beethoven. 
f{ere, in the finale, he wrote music not simply personal and not simply 
contemporary, but music that looked into the future, toward a century that 
would validate his apprehensions. 
any is that Brahms's vehicle for conveying this vision was an ancient 
trl ical form. Brahms the traditionalist was fascinated with the music of 
Bach and Handel. In his studies of the Baroque he familiarized himself 
with forms such as the passacaglia, a set of variations over a recurrent 
bass. He was especially taken with one he found in a cantata listed in the 
Bach catalogue as No. 150, a cantata whose very title lends meaning to this 
movement of the symphony, Nach Dir, Herr, verlanget mich-"l long to be near 
you, Lord." Brahms was no conventional churchgoer, and though he may 
not have defined any single essence as a divinity, he had a sense of powers 
beyond the human. On the theme from Nach Dir, Herr-the eight chords that 
begin the finale-he builds his case: thirty-two variations that define a world . 
This music is not easy to follow. For an audience of 1885, expecting clearly 
recognizable forms that would recur in recognizable ways, it must have 
been all but impossible to grasp. But this is only an apparent obstacle. For 
what Brahms offers is a constantly evolving drama, one that wastes no time 
covering ground already explored but that continues its explorations ever 
more deeply. There is no happy ending here-in fact, the end comes almost 
before we know it is upon us. As in life. And if we never know whether 
Brahms nears his "Lord," whoever or whatever that might be, the answer is 
not important. The road to understanding is filled with detours and washed-
out bridges, and we only hope we can negotiate the obstacles with grace. 
We may discard schedules and itineraries, but we don't quite abandon the 
conviction that one day we may arrive at the destination. As we head there, 
we can be grateful for a traveling companion like Johannes Brahms. 
-Larry Rothe 
Larry Rothe is editor of the San Fran~isco Symphony's program book, in which this note 
appeared originally. He is the author (with Michael Steinberg) of For the Love of Music 
(Oxford University Press) and of the forthcoming Music for a City, Music for the World 
(Chronicle Books). This note copyright San Francisco Symphony. 
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Violin I Cello (continued) Trumpet 
Emily Stewart, concertmaster Jeremiah Moon Samantha Barnhart 
Kina Park Gracie Keith Christopher Belluscio * 
So Young Kwon Noah Wheeler Pat Bergerson 
Kathryn Koch Matthew Flynn Richard Neckermann 
HannahChoi Peter Levine Peter Nelson-King" 
Grace Yuiko Nakano Stephen Marotto RyanNoe+ 
JiyeonHan Eric Adamshick 
Michael Hustedde Trombone 
Tudor Dornescu Bass Daniel Boden 
Sarah Leonard Bebo Shiu, principal Robert Hoveland " 
Yura Hyun Nathaniel Martin Matthew Wan* 
Taichi Fukumura Benjamin Green Martin Wittenberg+ 
SodamKim Alexander Edelmann Juan Zuniga 
Kate Outterbridge Adam Davis 
Christian Gray Bass Trombone 
Violin II David Goodchild Travis Dobson " 
Alexandra Labinska, principal Matthew Visconti+ 
EunGeeAhn Flute 
Eun Jung Lee Ted Anton Tuba 
Grace Rhee Nikoma Baccus " Dwayne Heard 
HyunJi Kim Kristyn Morey + * 
Lisa Barksdale Jessica Nelson Piano/Celeste 
Oksana Gorokhovskiy AnnaArazi . 
Chelsea Murphy Oboe 
Konstantin Rybakov Rui Liu + Harp 
Constance Bainbridge Alicia Maloney * Greta Asgeirsson 
Emily Chao Marizabel Lebron " Mason Morton 
Brianna Fischler Kai-Chi.en Yang 
Daniel Faris Timpani 
Katherine Love Clarinet Kyle Brightwell+ 
Danby Cho+ Kirk Etheridge " 
Viola Anne Moxie Matthew McDonald* 
Hyemin Choi, principal Kaitlin Pucci " 
Dahrn Huh Christian Teiber * Percussion 
Oliver Chang Kirk Etheridge 
Kiara Ana Perico Bassoon Matthew McDonald 
Yingchen Tu Kaitlin Fry Eric Huber 
Silvija Kristapsons Rachel Juszczak * Miles Salemi 
Anna Griffis Tzu-! Lee+ Michael Roberts 
Kaitlyn Springer Jensen Ling " 
Michelle Rahn Devon Nelson *Denotes principal on Haydn 
Andrew Salo + Denotes principal on 
Horn Schuller 
Cello Jon Anderson " Denotes principal on 
Youngsook Lee, principal Laura Carter " Brahms 
Eric Alterman Daniel Doyle 
Kendall Ramseur Molly Flanagan Personnel Managers 
Christopher White Krysta Harmon * Nikoma Baccus 
Natalie Raney Melissa Lund Anna Griffis 
Kai-Yun Cheng Kristen Sienkiewicz + BeboShiu 
Cora Swenson Sheng-Chi.eh Wang 
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JJOSTON UNIVERSITY SCHOOL OF MUSIC 
. (]PCOMING EVENTS AND PERFORMANCES 
-
esday, February 16, 8:00pm 
Wednesday, February 23, 8:00pm 
February 24-26, 7:30pm 
February 27, 2:00pm 
Tuesday, March 1, 8:00pm 
Muir String Quartet 
in residence at Boston University 
Haydn Quartet No. 1 in C Major, op. 74 
Janacek Quartet No. 2, Intimate Letters 
Dvorak Quartet in E-Jlat Majm~ op. 51 . F 
Tsai Performance Center 
Faculty Recital Series 
Yuri Mazurkevich, violin 
Jonathan Bass, piano 
Tsai Performance Center 
"The Postman Always Rings Twice" 
William Lumpkin, conductor 
Jim Petosa, stage director 
BU Theatre, Mainstage 
Boston University Wind Ensemble 
David Martins, conductor 
Terry Everson, trumpet 
Tsai Performance Center 
Thursday, March 10, 8:00pm Boston University Symphony Orchestra 
John Page, conductor 
Les Percussions de Strasbourg, guest percussion ensemble 
Paul Dukas Fanfare pour preceder La Peri 
Joshua Fineberg Speaking In Tongues (World Premiere) 
Sergei Prokofiev Symphony No . 5 
Tsai Performance Center 
For more information on our events, please contact the School of Music office at (617) 353-3341. 
Sign up for the CFA E-calendar at www.bu.edu/cfa/events 
BU Theater, Mainstage, 264 Huntington Avenue 
Tsai Performance Center, 685 Commonwealth Avenue 
FRIENDS OF THE COLLEGE OF FINE ARTS 
We are grateful to our communi h) of alumni, facul~f, families, and friends who believe in the importance of 
supporting gifted students in music, theatre, and the visual arts through their generous contributions. Gifts to 
the College afFine Arts fund important capital initiatives, scholarships, educational outreach, pe1jonnances, 
and exhibitions, all of which directly benefit the talented young artists of Boston UniversihJ 
For more information about how you can join our growing list of supporters, please contact us at 617-353-Sc-
or make a donation online at www.bi.t.edu/cfa!alumnilgiving-back. We would love to welcome you into our 
donor community! 
We thank the following donors for their generous support during the 2009-2010 fiscal year•: 
$100,000 and above 
SungEun Han-Andersen 
$25,000 to.$99,999 
The Estate of Peter Donnelly 
BobbiHamill 
The Estate of 
James Nelson Humphrey 
Andrew Lack 
Stewart F. Lane and Bonnie Comley 
Mary Ann Milano 
2009 Revocable Tmst 
Mary Ann Milano-Picardi 
Neil and Jane Pappalardo 
Dr. John Silber 
James H. Stone 
The Estate of 
A. Theodore Tellstrom 
Virginia E. Withey 
$10,000 to $24,999 
John and Harriet Carey 
Ann and Gordon Getty Foundation 
Greek Composers' Union 
The Avedis Zildjian Company, Inc. 
$5,000 to $9,999 
Michael Chiklis 
Clovelly Charitable Trust 
Chester and Joy Douglass 
The Florence J. Gould Foundation 
Margaret S. Lindsay Foundation 
Montgomery Symphony 
Association 
Ernst and Gail von Metzsch 
Francis Williams 
$1,000 to $4,999 
Jason Alexander 
Cathy Altholz 
The ASCAP Foundation 
Richard Balsam 
Cathy Barbash 
Bette Davis FOLmdation, Inc. 
Linda Cabot Black 
Bose Foundation, Inc. 
Fred Bronstein 
Richard D. Carmel 
Charitable Remainder Trust 
Stewart and judith Colton 
Saul and Naomi Cohen 
Frank D'Accone 
Margaret May Damen 
Teresa Del Piero 
Robert K. and Alberta J. Dodson 
William Earle 
Jimmie Jackson 
Chiyomi Kanazawa 
Ellen Kazis-Walker 
Saran Kraichoke 
Richard Lenz 
Beth Marcus 
Marian Morash 
Larance and Charla Morgan 
ThomasMunn 
MiaOberlink 
Richard Ekdahl 
Marie Falabella 
Thomas C. Farrell 
Judith Flynn 
Steven Friedlander 
Michael Goldenberg 
Richard and Susan Grausman 
Lady Mercia M . Harrison 
Robert and Phyllis Hoffman 
Lindsey V. Humes 
Dmitri and Elena II yin 
Larry G. and Ann Howard Jones 
Tom F. and Irene Gesiak Kelley 
David Kneuss 
RobertKrivi 
TI1e Reverend Dr. Joan B. Malick 
Rita Mehos 
Andrea Okamura 
F. Taylor Pape 
The Presser Foundation 
Sandra Lee Rowsell 
Kenneth D. Rudnick 
Madeleine Schulman 
Amy Abrich Shemin 
Nina Tassler 
Robert Thoburn 
Gael Towey 
The Ushers & Programmers Fund 
in honor of Robert and 
Dorothy Dandridge 
Luo Yan 
Moshen Darius and 
Shu Bing Yaraghi 
$500 to $999 
Apostolos Aliapoulios 
Amy Lynn Barber 
Salvatore Cania, Jr. and Lisa Cania 
Beth Chen 
Terrence and Patricia Connell 
Roger Davidson 
Edna Davis 
Emily Deschanel 
Ann B. Dickson 
Keith Druhl 
Debra Dion Faust 
David Feigenbaum and 
Maureen Meister 
Wilbur and Lorraine Fullbright 
Frank Ginsberg 
Gudjonson Hermannsson 
Richard and Marilyn Hobbs 
Colonel Capers A. Holmes, 
USAF(Ret.) 
Joan H orton 
Bernard Schwartz 
Roberta Steiner 
Mr. and Mrs. Mose W. Stuart ill 
Patrick Szymanski and 
Margery Lieber 
Richard VanDeusen 
Ellen Yates 
Linda Neil Yee 
Kalman Zabarsky and 
Kerry Loughman 
*111is list reflects donations made between July 1, 2009 and June 30, 2010. For a complete list of all CFA donors visit 
www.bu.edu/cfa/alumni/giving-back. If your name has been omitted from this list;please contact us so that we can 
correct our records. 
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STRINGS Don Lucas tromboue"' 
Steven Ansell violn * Richard Menaul/zom 
Edwin Barker double bass"' Suzanne Nelsen bnssoo 11 
Cathy Basrak viola Craig Nordstrom, clnriuct 
Ly Chang uioli11 Toby Oft trombo11e 
( a Diaz, violiu Elizabeth Ostling flute 
oiia pedagogy Ken Radnofsky saxoplw11e 
jull! kin cello Richard Ranti bassoon 
Carolyn Davis Fryer double Thomas Rolfs tnmtpet 
bass Mike Roylance tuba 
Edward Gazouleas viola Matthew Ruggiero 
Raphael Hillyer viola bassoon 
Marc johnson cello Eric Ruske hum ,. 
Bayla Keyes violiu • Robert Sheena 
MicheUe LaCourse viola "' Euglisl! ltPm 
Katie Lansdale violi11 Ethan Sloane clarillct,.. 
Benjamin Levy dou/1le /lass Jason Snider hom 
Lucia Lin viol in ,.. Samuel Solomon 
Malcolm Lowe l.n·olin percussio11 
Dana Mazurkevich violin James Sommervil le 11om 
Yuri Mazurkevich violiu,.. Linda Toote flute • 
Ikuko Mizuno violiu Lee Vinson percussio11 
John Muratore gflitnr 
George Neikrug cello++ PIANO 
james Orleans double bass Anthony di Bonaventura,.. 
Leslie Parnas ct'llo Maria Clodes-Jaguaribe,.. 
Ann Hobson Pilot harp Gila Goldstein 
Barbara Poeschi-Edrich harp Linda jiorle-Nagy 
Asa Raykhtsaum, violin Michael Lewin 
Michael Reynolds cello • Boaz Sharon • 
Rhonda Rider cello 
Todd Seeber double bass COLLABORATIVE PIANO 
Roman Totenberg violin ++ Shiela Kibbe • 
Michael Zaretsky viola Robert Merfeld 
Peter Zazofsky violiu • 
jessica Zhou harp ORGAN 
Nancy Cranert 
WOODWINDS, BRASS, and Peter Sykes • 
PERCUSSION 
Laura Ahlbeck oboe VOICE 
Ken Amis tuba Michelle Alexander • 
Jennifer Bill saxopho11c Sarah Arneson * 
Peter Chapman tru111pel Penelope Bitzas • 
Geralyn Coticone flute Sharon Daniels • 
Doriot Dwyer flute James Demler,. 
T- ~verson trumpet • Gary Durham 
rrillo oboe Phyllis Hoffman • 
' 
y Genis percussion Frank Kelley 
lan Greitzer clal'illct Matthew Larson 
Ronald Haroutounian bnsf;OOil Susan Ormont 
John Heiss flute Bonnie Porn fret 
Gregg Henegar bassao 11 Jerrold Pope • 
Renee Krimsier Jlttte Andrea Southwick 
Gabrie l Langfur bass lromlwne Maria Spacagna 
SCHOOL OF MUSIC PRODUCTION DEPARTMENT 
J. Casey Sowilrd, Mn11nger of Productionawt PcrfomtaiiCI! 
Michael Culler, Head Recorrli11g EHgiHeer 
Diane McLean, Stage MaHager 
Shane McMahon, l~ecordi11g EHgiHecr . 
Ephraim Eric Roberson, Scheduling and Programs Coordmator 
l<ris Sessa, Librnria11 
Martin Snow, KLyboard Teclmiciafl and Restorntio11 
COLLEGE OF FINE ARTS ADMINISTRATION 
Benjamin Juarez, Dean, College of Fi1w Arl's 
Robert K. Dodson, Director, Sclwol of Music 
lim Petosa, Director, School of Theatre 
Lynne Allen, Director, School of Visual Arts 
HISTORICAL MUSIC EDUCATION 
PERFORMANCE Richard Sunbury • 
Aldo Abreu recorder Bernadette Colley 
Sarah Freiberg Ellison Sus an Conkling • 
cello Diana Dansereau "' 
Laura Jeppesen Andre de Quadros • 
viola da gamba jay Dorfman • 
Christopher Kmeger Andrew Goodrich • 
Baroque flute Lee Higgins • 
Catherine Liddell/ute Ron Kos • 
Martin Peilrlman Warren Levenson 
Baroque ensembles • Roger Man tie* 
Robinson Pyle Sandra Nicolucci • 
natural trumpet Evan Sanders 
Marc Schachman 
Baroque oboe CONDUCTING 
jane Starkman David Hoose ,.. 
Baroque violi11, viola Ann Howard Jones ,.. 
Peter Sykes harpsichord • Scott Allen Jarrett 
David Martins 
MUSICOLOGY john Page 
Victor Coelho • 
Steven Cornelius,.. OPERA INSTITUTE 
Ellen Exner Helena Binder 
Sean Gallagher judith Chaffee 
Brita Heimarck,.. · Phyll is Curtin++ 
Arni Heimir lngolfsson Sharon Daniels,.. 
Evan MacCarthy Melinda Sullivan-Friedman 
joseph Morgan Frank Kelley 
Thomas Peattie • Angie Jepsen 
joshua Rifkin • William Lumpkin,. 
Edwin Senmussi Adam Mclean 
Andrew Shenton* jim Petosa 
jacquelyn Sholes Betsy Polatin 
jeremy Yudkin • Christien Palos 
jeffrey Stevens • 
COMPOSITION Nathan Troup 
AND THEORY Allison Voth • 
Brett Abigaiia 
Vartan Aghababian STAFF PIANISTS 
Mar tin Amlin • Michelle Beaton 
Debomh Burton "' Eve Budnick 
justin Casinghino Matthew Larson 
Richard Cornell • Phillip Oliver 
joshua Fineberg • Lorena Tectl 
Samuel Headrick • Noriko Yasuda 
David Kopp • Molly Wood 
Mary Montgomery Koppel 
Rodney Lister • 
Ketty Nez • Department Chairs 
john Wallace • represented in bold 
Steven Weigt • 
• full-time faculty 
++Emeritus 
SCHOOL OF MUSIC 
Richard Cornell, Associate Director 
Phyllis Hoffman, Director, Applied Studies m1d Pe~formal!ce 
SCHOOL OF MUSIC EXECUTIVE COMMITTEE 
Susan Conkling.. Music Education 
Richard Cornell, Music Studies 
Phyllis Hoffman, Applied Studies a11d Performal!cc 
Ann Howard Jones, Ensembles 
BOSTON UNIVERSITY SCHOOL OF MUSIC 
·uPCOMING EVENTS AND PERFORMANCES 
February 24, 25, and 26, 7:30pm 
February 27, 2:00pm 
Mainstage Opera 
T11e Postman Always Rings Tw• 
Music by Stephen Pat:·. 
Libretto by Colin Graham 
William Lumpkin, conductor 
Jim Petosa, stage director 
Boston Universit1J Theatre, Mainstage 
Thursday, March 10, 8:00pm Boston University Symphony Orchestra 
John Page, conductor 
Les Percussions de Strasbourg, guest percussion ensemble 
Paul Dukas Fanfare pour preceder La Feri 
Joshua Fineberg Speaking In Tongues (World Premiere) 
Sergei Prokofiev Symphony No.5 
Tsai Performance Center 
Monday, April 11, 8:00pm Boston University Symphonic Chorus 
and Symphony Orchestra 
Ann Howard Jones, conductor 
James Demler, Elijah 
Penelope Bitzas, mezzo-soprano 
Liz Baldwin, soprano 
Martin Bakari, tenor 
Mendelssohn Elijah 
Symphony Hall 
April 21, 22, and 23, 7:30pm 
Sunday, April :?4, 2:00pm 
College of Fine Arts 
Mainstage Opera 
Romeo et Julie. 
Music by Charles Gom ' 
Libretto by Jules Barbier and Michel Carre 
William Lumpkin, conductor 
Sharon Daniels, stage director 
Allison Voth, supertitles 
Boston University Theatre, Mainstage 
www.bu.edu/cfa 
